Introduction
Even in an extreme case of 'art for art's sake', literature invariably shows a correlation with its function(s). It partakes of Wellek & Warren's utility axiom that "[...] [t]he nature of an object follows from its use: it is what it does ... an artefact has the structure proper to the performance of its function, together with whatever accessories, time and materials may make it possible, and taste may think it desirable, to add [...]" (1973: 29) . The examination of the structure of the taarab 1 lyric constantly metamorphosing, attests very well the claim that 'change' in art is often tickled by functional criterion. This is an attempt to affirm this claim by showing how various functions assigned to this music complex trigger change in its lyric, producing formal and thematic variation therein.
Theoretically, this essay sets out to deal with 'three' phenomena in relation to change. Firstly, machination of the lyrical structure: the inner mechanism of language system involving choice of syntagms (morpho-syntactic elements and processes) and paradigms (lexical and grammatical units), self-regulatory rules that bind discrete components to form wholes. Secondly, resources with which the art is made; the materiality: sounds, forms, tropes, images, figures, words, word groups and sentences considered not as empty vessels, but vessels impregnated with substance: ideas, themes, motifs, messages -all historical, social, cultural, political and psychological concomitants so to say. To this, we should add, mediated fluxes that have increasingly become more attainable as signs, images and labels or concepts of commodities -initially via print-media, phonograph record, sound film, radio, audio-cassette, video and now via public and satellite television and perhaps, computer internet and web-sites, expanding the range of available repertoire and tempting local artists to tap beyond immediate confines with the aim of (re)structuring taarab to suit new requirements. Thirdly, different purposes or functions -professional or amateurishassigned to taarab at the level of individuals, groups and society or public domain, helping taarab and its lyric to find the 'appropriate' aesthetic and thematic expression and fulfilment of certain purpose(s).
Historical Remarks
The histories of taarab in Zanzibar and Lamu are (re)constructed and discussed variedly and contentiously. In Zanzibar, taarab's inception is associated with particular 'patronage', where the royal and well to do families in Zanzibar Stone Town area, are said to have imported the music from Egypt. However, this 'myth' crumbles when one gets to know the fact that the earliest taarab in Zanzibar had its roots from Yemen or Arabian Peninsula. In fact the famous Ikhwan Safah Club whose taarab style is associated with Egyptian, is claimed to have been founded by Zanzibaris of Yemen origin. 2 In Lamu the history of taarab's inception is even more eclipsed. The poetry genius of Lamu, especially in the vein of gungu dance, the re-shaping of ūd 3 (lute) into kibangala (a locally designed lute) and the re-moulding of taarab to suit Lamu cultural sensibility, is attributed by some scholars (e.g. Graebner 1999: 350-351 and 2003: 4-6) as portraying a high degree of local ingenuity and originality. 4 Nonetheless, it takes a bit of 'fancy' to perceive that, if not Egypt, then the 2 The interviews we made during our fieldwork between 2002 and 2003, affirm the historical validity of this statement. Also, Shaib Abeid's untitled notes on his musical biography and the history of Ikhwan Safah Club in Zanzibar make this point clearer. 3 A very important instrument in the Middle East Taarab. 4 A highly speculative proposition that does not prove any connection between taarab and this poetry tradition or gungu performance. The fact that a certain instrument was re-designed from a foreign source and used in a thriving musical performance (gungu) does not necessarily make the result taarab. We would therefore, go with the Askew's hypothesis (2000: 27) that ... " [t] he India Ocean trade network that economically sustained the region did not merely entail the exchange of commodities. Accompanying the trade in material goods was a concurrent trade in cultural practices. Sailors on trade dhows from Arabia and India brought with them their musical traditions (including instruments -my emphasis) when visiting and sharing world-views with Africans whom they met at the ports in Lamu, Mombasa, Tanga, Dar es Salaam and Zanzibar." Middle East 'factor' must be a source of inspiration to both Zanzibar and Lamu types of taarab, though stylistically various versions of taarab grew and took different directions thereafter.
Hard data for evidence of 'pristine' form of taarab in Lamu and Zanzibar is hard to find. The explanatory power of this essay therefore, relies on information gathered during our field work in Lamu, Mombasa, Dar es Salaam, Tanga and Zanzibar between 2000 and 2003 and from songs sung between 1920-1950 by Siti bint Saad's group in a collection entitled Waimbaji wa Juzi (1966) .
Taarab Lyric and Swahili Poetic Tradition
Swahili poetry whose history in written form goes back to 17 th century, is definitely a precursor of the Swahili taarab lyric which came to exist later with the introduction of taarab in East Africa. It is therefore safe to assume that Swahili poetry, heavily influenced by Arabic prosody, has been formally a major source of influence for the taarab lyric which was from the outset, written in verses having equal number of lines, each showing equally measured syllabic metre(s), caesuras and rhythmic patterns with internal and end rhymes. Quite often in the past, verses of this lyric were written as tristich 5 and quatrain 6 with refrains -the structural basis from which we are set to show deviation(s).
Here is an example of a 'tristich': 
Diversification of Taarab
Pointers from the material collected, allow us to surmise 7 the fact that taarab has structurally, never been a uniform body, but a sum total of different styles that are classified under a complex category -taarab; each style showing some affinity and differences to another. This 'interconnectedness' is described by Topp (1992 Topp ( & 2000 as a continuum with a certain elasticity 8 such that any style is measured according to how near or distant from the 'ideal' (/ traditional) taarab it is. The gap between one style and another and between all the styles and the 'ideal'(/ traditional) taarab, appears to exist on the basis of 'style of vocalisation', 'instrumentation', 'method of playing the instruments', 'performer / audience divide' and 'reasons behind the detachment of a certain style / form.'
Almost from the outset, taarab assumed certain roles and served interests of different groups as it emerged out of narrow confines (i.e. of Sultan's palace and Zanzibar Stone Town area or out of Muhammad Kijumwa's and Bwana Zena's spheres of influence in Lamu (Matola & Whiteley 1966: 64) . Askew (1999: 76) 
affirms:
7 This is however, done with reasonable amount of induction from events we have lived to witness and information gathered during our field work and our involvement in taarab over years. 8 The continuum has two end-points. On the one end 'ideal' taarab is plotted as a measure of all other styles and on the other end, kidumbak is placed as a detached style from the 'ideal' one. In between there exists taarab ya wanawake (women taarab) which aspires for 'ideal' taarab but has certain affinity with kidumbak.
Swahili communities place great value on musical performance as a form of cultural expression, and scholars place great value on it as a window onto social relations. An essential element in virtually every public and private celebration (weddings, female initiation ceremonies, male circumcision rituals, spirit possession cult activities, and political rallies), the centrality of music to Swahili social life is difficult to dispute. Yet beyond its role in the expression of self or group identity, musical performance constitutes of a forum for the public display of patterned differences: status, gender, class, religious devotion and ethnicity. Like the Greek dance-events described by Cowan (1990) , it provides an arena as well as the mechanisms for struggles over prestige, reputation and position.
Thus, taarab has, in its spread, criss-crossed racial, ethnic and geographical boundaries, creating harmony as well as tension and rivalry between individuals, groups and nations. Hence, the spread of taarab at different conjectures, reveals its linkage, initially to pastime and later, to commercial praxis -always with inclination to voice interpersonal relationship (e.g. in love, romance, advice, reproach, censure, warning etc.) as well as negotiating socio-economic, cultural, political and gender-asserting positions, underlining a conceptual framework that " [...] [c]ulture arises in specific historical situations, serving particular socio-economic interests and carrying out important social functions." (Durham & Kellner 2002: 33) .
The Court Lyric
The version of taarab that was performed in Sultan's palace as we have pointed out above, evolved out of 'patronage', perhaps similar (in entertainment and panegyric inclination) to the poetic patronage of the former Xhosa, Zulu, Mandigo, Yoruba and Hausa kingdoms of Southern and Western Africa (Finnegan 1976: 81-110) . The performance constraints in this case being:
• the observance of loyalty and respect 9 to the royal family and praise of its vested power and rule -a salient feature of the lyrical content. 10
• the expected poetic excellence of the music of Arabic influence and lyric adorned with Arabism and prosodic ornamentation, predominantly used as a criterion for royal standard and taste.
9 For example Jahadhmy (1966: 3-4) observes when referring to the Mwalimu Shaaban as a singer of taarab both in the palace and outside it that 'Shaaban sang his all as silence reigned among the audience, till Shaaban suspected his singing did not appeal to the royal audience -why there was not any clapping or loud affirmation? He was used to out-door performances, significant or minor ones, where when he pleased the audience he was loudly cheered and when not, he was booed.' (My translation of: "Akaimba Shaaban kufa na kupona na huku kimya kimoja kwa wasikizi, hata Shaaban akashuku labda maimbaji hayakupendeza -mbona hapana kofi wala heko yoyote? Kazoea hafla ya nje, kubwa na ndogo ambako akifurahisha anahekewa asipofurahisha anazomewa.") 10 Lyrics of this content are very few in the collection Waimbaji wa Juzi, for a simple reason that they were compiled during the post-revolution time and hence it would have been foolhardy to expose the composers' loyalty to the royalty to an era in which anti-monarchy sentiments were predominant. Most of these lyrics -especially those which were unambiguous about the praise of aristocracy were not included and therefore lost or lie latently undiscovered somewhere in private archives.
• the performer / audience divide 11 in which the performers were from citizenry and the audience was the royal family and their guests.
It has often been alleged that to maintain the poetic excellence, during this time, songs were usually sung in Arabic (Suleiman 1969: 87 and Jahadhmy 1966: 4) . This is only partially truefirstly, because Swahili was gradually becoming a vernacular and mother tongue of even the royal family (Abdulaziz 1979: 8) and secondly, most of the singers were either illiterate in Arabic or had a rudimentary knowledge of the language, hence could only memorise and reproduce the same songs with monotonous recurrence. 12 It is however, imaginable that the Swahili songs sung in the royal palace adhered strictly to prosody as part of poetic excellence, ornamentation and memory-enhancing device. Also Arabisms, borrowed motifs and imagery were utilised for witty and jesting moods and/or panegyric/romantic themes.
Love and romance have always been pre-eminent in taarab songs from the onset -but always multifarious, couched in oppositions as 'desire' versus 'rejection', 'faithfulness' versus 'betrayal', 'life' versus 'death', 'beauty' versus 'grotesqueness', 'cheerfulness' versus 'lamentation', 'selfhood' versus 'otherness', 'egoism'/'jealousy' versus 'dispossession', 'essentialist selfhood' or 'group identity' versus 'anti-essentialist selfhood' or 'group identity' ... etc. All and more of these, are found in the anthology, Waimbaji wa Juzi. Suffices it here to give one ambivalent example, Waridi (The Rose), with its complex interplay of allied metaphors centred on beauty, desire and possession (76).
Waridi

I
La waridi uwa zuri la harufu Wewe udi wewe asumini afu Yamezidi mahaba kunikalifu Kunikalifu ...
La waridi
shada jema la haiba Maridadi dawa ya nafusi tiba Jitahidi unitue kwa kwiba Kwa kwiba ... 11 The performer/audience is clearly described in Waimbaji wa Juzi by Jahadhmy (1969: 88-89) when he says 'When the time arrived, the Sultan, male members of his family, ministers and selected councillors they sat on the balcony and members of 'Shuub' taarab group sat in certain arrangement in the inner hall.' (My translation of: "Wakati ulipowadia, Mfalme, aila yake ya kiume, mawaziri na wabarizi wake wa kuteuliwa wakakaa roshanini na tarabu ya Shuub wamejipanga ukumbi wa ndani.") 12 Referring to the taarab star Siti bint Saad, Suleiman (year: 88 & 89) The lyrics in Waimbaji wa Juzi were compiled and produced in 1967, when some of the artists who wrote them were still alive. It is striking, though not surprising, to find that almost no praise poetry was included in it. Does this mean that praise poems were not written at all? Were they simply missing or lost? Did the compiler have no interest in them? The fact that 'only' two residues of court praise lyrics are to be found in this anthology means that they were written and the compiler was interested in them, but for one reason or another they are missing. One of these two lyrics, actually makes no direct reference to the Sultan or his rule. It is just quoted in passing and carefully takes a neutral stance, never directly alluding to the Sultan or his regime, but to any good governance of any ruler. The exclusion of other praise lyrics which we suspect must have 13 Udi is aromatic aloe wood used for fumigation. Afu is wild jasmine. been deliberate and the effacement of the rest of this lyric indeed intended to protect the poet from the censure by the revolutionary government which is anti-aristocratic. Here is one of the residue from Waimbaji wa Juzi (1) -just one of its several stanzas: Mbaruku's motivation to sing such songs of praise and satisfaction of British army and government for his loyalty that transfused to all East African audience through his songs and performance, were obvious. Fame, more recognition and perhaps material reward from the rulers were reciprocated to Mbaruku and he certainly took it as an incentive towards seeking a new role and function of taarab.
The Short or One Stanza Form
It is clear from our findings that there existed a lyric that can be called 'short' or 'one stanza form'. However, it is difficult to trace the origin of this short form or the time when it deviated from 'the mainstream'. If 'court' taarab was considered to be a precursor, then a deviated one needed adjustment to suit 'new' and 'popular' needs. In this role, taarab sought a structure that was most suitable for this time, a structure that had affinity to ngoma (local dance) and was capable to bridge the performer / audience divide so characteristic of court taarab. Hence a new style of singing songs of short or one stanza form had a profound effect on the organisation of taarab performance. The short form is comparable to Muyaka (explanatory footnote) poetry whose remarkable feature is also 'shortness' and 'brevity'. Whereas in the feudal era the rulers and other aristocrats had a lot of time to read or listen to the recitation of tenzi (long narrative poetry) for didactic purpose and leisure, during Muyaka time mercantile capitalism was at work making people more enterprising and comparatively busier.
In the performance of short forms of taarab lyrics, the gap between solo singer and the chorus was bridged since every participant was a potential soloist and audience at the same time. The leading role in singing was rotational among participants. Thus, the same tune or melody was constantly used for one stanza lyrics of the same structure but different content, sung by a number of participants. For example, the decline of Lamu's fame and prosperity and the collapse of its cultural achievement were encapsulated in the following stanza sung by following a certain tune. The same tune would have been used by other singers in the group singing rotationally, using one stanza lyrics with different contents / themes altogether:
Wa imani sinitiye maudhiko Sili sinwi mimi kwa fikira zako Hata lini kupata jawabu lako?
Oh, 'the compassionate', don't inflict pain in me It's hard to eat and drink when I think of you Till when will I get your positive response?
The rotational singing of a song with lyrics of the same structure but different contents for the same tune would go on and on, till every participant had a share in the soloist role. Then another tune (/ melody) and perhaps another lyrical structure would be introduced. The participants in this arrangement were supposed to internalise a number of lyrics and tunes that were circulating in the society as hit-songs, though occasionally, few of them, could compose new stanzas offhandedly. This is 'communal singing' -a typical feature of 'classical' African oral literature.
Uguni' -The Irregular Form
Once taarab was out of the royal palace, it was also out of control of royal 'dictates'. In other words, it was now assigned new roles and functions different from those that were hereto regarded as élitist. It was thus becoming not only a means of entertainment, but an institution that gradually became synonymous with 'popular culture'. Taarab now became a music complex with the power to subvert an 'essentialist cultural identity' by positing what Barker (1999: 28) The move by taarab, from narrow geo-cultural space to an open one, had 'now' a number of ramifications. Its affinity to 'mass culture' made it subversive towards the élitist tendencies, transforming itself into a new syncretistic form with more leaning towards local styles, though retaining some of the salient transcultural features. Thus, for the first time, we see local musical structures being heavily incorporated in taarab and influences being widely derived, not necessarily from Arabia, but also from India, the West and Latin America. The lyric now assumed varied themes, served many purposes and appeared in different forms and styles. Played both for amateurish and commercial purposes and now mediated in phonograph record, taarab gained more audience which gradually included segments of the East Africa communities where Swahili was spoken. This meant that taarab had to find new strategies of (re)structuring its body to appeal to the new vast audience that shared a common denominator -the Swahili language; an audience which otherwise constituted different socio-cultural mosaics. 16 Apart from being 'panegyric' and romantically expressive, taarab lyric, adopted several thematic motifs from the popular culture articulated in such illocutionary acts as 'ridiculing', 'censuring the scandalous', 'actualising the purgative', 'asserting group or individual interests and outlooks', 'teaching ideals and conducts', 'recording life and history' and 'indulging in political and social critiquing' (Khamis 2002: 6 
Rhyme Irregularity
The fact that written poetry associated with 'court poetry' was now relegated to 'oral' and 'populist' tendencies, the strict rules of prosody were also relaxed. The lyric did not aspire for rigidity and artificiality of a written text, but for flexibility and openness of an oral/performative one, where words interact or intermingle with the extra-and paralinguistic. Now it was not metre and rhyme that mattered, but semantic force and effect of the poetic diction in combination with musical and performative effects. 
Metric Irregularity
Metric irregularity is another feature of the lyrics in Waimbaji wa Juzi, showing that the violation of prosodic rules did take place in features other than rhyme. Metric irregularity gives not only an indication of the lyric's inclination towards 'orality', but also its being constrained by local musical beats not providing right rhythms for symmetry and metric balance usually found in Swahili 
Repetition as Irregularity
Isidore Okpweho (1992: 71) sees repetition as "[...] the most fundamental characteristic feature of oral literature having both an aesthetic and a utilitarian value, [a] device that not only gives a touch of beauty or attractiveness to a piece of oral expression (whether song or narrative or other kind of statement) but also serves certain practical purposes in the overall organisation of the oral performance. " Finnegan however, (1977: 130-131) does not only show the essence of repetition in oral poetry (hence oral literature), but asserts that "[...] the use of repetition in oral poetry is not just a utilitarian tool, but something which lies in the heart of all poetry. It is one of the main criteria by which we tend to distinguish poetry from prose." She further observes that repetition, by nature of its function in oral literature, seems to be regarded, to a certain degree "[...] [a]s tedious and inappropriate in written form such that the amount of repetition in actual performance may not be fully represented in many written texts which purport to record it."
The problem with the taarab lyric is that it situates itself ambiguously between 'preparedness' associated with written art and simultaneous 'composition-in-performance' 17 feasibility, associated with oral art (Khamis 2001:145-156) -and as such, a 'high degree' of repetition may be regarded as a handicap in a poetic tradition where rigidity, symmetry and closure are measures of excellence. Only when we realise the fact that taarab lyric is written for the purpose of being performed that we can recognise and appreciate the role of repetition -for here, as far as we are concern, a repetition is not just repetition, but a repetition with variation. Any statement that is uttered several times can not have the same effect or meaning, especially when it is uttered purposely to create variation for artistic and semantic effect.
By 'irregular repetition' we mean the non-symmetric type of repetition that is accentuated as part of performance features such as 'antiphonal forms', refrains, chorus or the direct repetition of leader's lines, reduplication, lexico-structural and syntactic one. Some of the lyrics that employ this type of repetition in various methods in Waimbaji wa Juzi are Shairi la Burudi (25) 'Kutojitosheleza' -Semantic Irregularity 'Kujitosheleza' -a verse to verse coherence for the meaning-whole of a poem -is a very important convention emphasised in Swahili traditional poetry. 'Kutojitosheleza' is exactly the opposite of 'kujitosheleza' since 'kutojitosheleza' implies 'fragmentation', 'fuzziness' and 'lack of cohesiveness'. With feature 'kutojitosheleza', most lyrics appear to be made by fusion of semantically incongruent pieces. Three scenarios are plausible for this 'grafting'. First, most lyrics of this type are episodic, intended to inform the audience through events that are topical, momentous and scandalous. Thus, it does not matter if several pieces of information are stringed together in one or two separate lyrics as long as each piece conveys its own independent meaning as part of the gossip or scandalous. Second, this style was perhaps a later attempt towards the semantic homogeneity of the lyric and its lengthening, from one to 'three' and 'four' stanzas which is to a certain extent a trend to this day. Examples in Waimbaji wa Juzi are abundant as this one shows (60):
Muhogo
Muhogo wa Jang'ombe sijauramba mwiko Msitukane wakunga na uzazi ungaliko Muhogo ... 
Chupa rupiya nane tumekunywa watu wane Gilisini imekwisha nipe chupa nitazame Muhogo
Cassava
Taarab Lyric and Media Influences
Almost from the outset, taarab had a close interconnectedness with media technologies, chronologically developing from phonograph record (1920s), sound film (1930s/40s), radio (1950s), audio cassette, to TV and video (1970s) , and recently, public national and transnational (satellite) television. Each of the above mentioned media technology had different but cumulative impact on taarab, as different media developed from simple to complex characters, having different capabilities involving only 'sound' in phonograph record, radio and audio cassette and 'sound / moving visual images' in sound film, video and television. The range of complexity of the media, is also to be observed in comparing the dissemination of taarab songs through sound like phonograph record -usually used in private space -radio, directed towards public space and audio cassette, whose influence oscillates between private to public space. This is also true of sound film, which is closer to private space than video and television serving local/national viewers or transnational ones.
From 1950s, through impact of radio and later audio cassette and video, taarab has drawn quite a lot of influences. The most important influence is of course the transnational musical styles (e.g. Arabic -from Egypt and the Gulf States or Arabian Peninsula -Indian, Afro-Cuban/American and Western). 18 It is not unusual to hear in taarab foreign music styles and beats of wahed u-nus, sumsumia, rumba, chachacha, bolero, salsa, waltz and tango. All these styles however, are not simply parodied but remoulded and twisted to make Roberts 19 assert:
Compared with 'upcountry' African music, the melody lines are long, and the vocal style is like Arab and Indian singing. But the differences become obvious if ever you hear a singer using real Arabic tune: the Arabic melody and the Swahili lyric don't quite mesh. On the whole tarabu (also taarab) melodies are, so to say, more foursquare than Arab melodies. Similarly, tarabu drumming might sound very Arabic or Indian, but it isn't: It is built on Arab and Indian elements, which is not the same thing.
Another influence is of course, the varied (in)fluxes and mixes of different beats and melodic measures (i.e whether long or short sequences or duration of musical lines) which render the lyric different forms and shapes structurally. With the influence of mass communication through radio and audio cassettes and hence the dissemination of local and transnational beats and tunes, the lyric composers were placed in a vintage position to experiment on metric patterning, linearity, linear division, rhyme scheme (both internal and end rhyming) and refrain or chorus. Some of the remarkable variations are:
18 It is the most important influence for two reasons. First, as we have pointed out earlier, taarab had not influenced the taarab lyric but rather found Swahili poetry already well established in Swahili literature, hence readily utilised it, because it bore quite close affinity with Arabic taarab lyric. Second, it is clear that the musical styles have affected the taarab lyric in many ways as it will be shown in due course. 19 A blurb on the jacket of the album 'Songs the Swahili Sing' compiled by John Storm Roberts -date not given.
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In fact, between the 1950s and 1970s, there was not much of a change of 'shape' of the lyric, no change of visual representation or the way the lyric is seen. It was either 'tristich' or 'quatrain' with metric measure of 8:8, 6:6 and 4:8 syllables. What changed most in the lyric during this time, is the internal mechanism of the structure of the lyric demonstrated by treatment of words as tropes, figures, symbols, values, processes, arrangement of linguistic constituents as syntactic patterns, repetition, relational placement of constituents in terms of affinity and opposition facilitated by 'paradigmatic' and 'syntagmatic' relations of constituents. Substantial amount of thematic motifs, tropes, symbols, imagery and figures of speech have also been overtly or covertly acquired in the lyric from media influences -especially from external radio programmes and Egyptian, Indian and American sound films. Here is one example among many, utilising the symbol zabibu (grapes), the thematic motif of 'courtyard' and the concept of 'paradise' that often recur:
Zabibu
Nilipita kitaluni kwenye wingi wa mauwa Na matunda ya peponi mazuri ya kuchaguwa Zabibu na marumani vyote vyajifaraguwa Zabibu zi mikononi kuzila zanisumbuwa
Grapes
I stepped into a court garden Where there were many flowers And fruit(s) of paradise Indeed a selected variety Grapes and pomegranates Vaunting themselves Though grapes are in my hands I find it hard to eat them!
The most recent experiment in the lyric Ya Qamary shows a complex deviation and variation of metric length, linear division, rhyme and refrain whose shape seems to have been constrained by the melody put on it.
Ya Qamary
Hakika kionana nawe azizy yanayotokeza (9) (3) Thematically, the emphasis on the lyric of this time was 'love' and 'romance', so much so that it made Topp assert about its apolitical nature. Referring to the money-raising role of taarab of this time for political organisations, she observes that "...
[I]t is likely, though, that while these clubs acknowledged the potential of taarab to earn money for their particular organisation (by having fee-paying members, for example), they did not exploit the potential of taarab songs themselves to promote any political objectives" (Of course this is not absolutely true since political songs were already written during Siti's era and also during this time though somehow obscured in symbolism -my emphasis). It was often after the revolution in 1964 that poems with political themes were written and sung. It was after the revolution that we see the pervasive emphasis on political theme being introduced consciously by the ruling party and government as part of the ideological tool; a theme that was disseminated in taarab lyrics generally through 'march' beatwhich was again, an Egyptian influence. One of the first songs after the revolution to be sung by 
The Lyric, Modernity and Commercialisation of Taarab
From the beginning, the role of taarab was equivocal, swaying between 'amateurishness' and 'semi-professionalism'. If taarab began as music of patronage, some sort of remuneration must have been attached to it, though at this point, not to an extent of being regarded substantial. A boost towards commercialisation of taarab came when this music was put in phonograph record. Siti bint Saad and her group played an important role in being the first group to be incorporated in the industry. Though, as Suleiman (1969: 88) suggests, phonograph records found their way to many Swahili speaking areas in Tanganyika, Uganda and Kenya, and were also sold in Congo (Kinshasa), Comoros, Somalia and Southern Arabia, there is plenty of evidence to show that the artists could not live solely on this music. Often this group played just to enjoy themselves and entertain their audience at a locality in the Stone Town area of Zanzibar known as Mayungwani and in Siti's house at Vikokotoni where guests could play such games of card as Wahed wa Sitini and listen to taarab music of this group (1969: 90).
The famous Ikhwan Safah Club also started as amateurish group performing in the club building or during day-outs and competitions. Later, the performance scope was gradually broadened to include wedding ceremonies of one of the members of the club or of his family. Then taarab was put in a form of 'concert show' taking place twice a year during Idd festivities. In the 1970s Ikhwan Safah Club and other clubs started to be hired for wedding ceremonies of non-members. This was now acceptable by clubs, not for personal gains, but for securing funds to pay rent of the club building, electricity and water bills, transportation and the purchase of musical instruments and their spare-parts. A further step towards commercialisation of taarab happened when clubs were paid to record their music in the studios of Sauti ya Unguja (after revolution Radio Tanzania Zanzibar), TVZ (Television Zanzibar) and Radio Tanzania Dar es Salaam.
A totally new phase towards the commercialisation of taarab was marked by the introduction of audio and video cassettes in East Africa in the 1980s. With a new impetus towards composition, variation and large scale productions, the introduction of audio and video cassettes took the commercialisation of taarab to a higher level. Initially, only vendors, normally engaged in pirating, gained financially from the sales of taarab cassettes. The situation improved from 2000 to date, when individual artists get royalties of some sort to enable them (at least some of them) to live on music as this became clear in our research.
This led to the intensification of commercialisation and diversification of taarab through modernisation, manifesting as both Giddens' prime metaphor of juggernaut (1989: page) -an uncontrollable engine of enormous power which sweeps away all that stand before it and Featherstone's spatial and relational notion (1995: page). That is, on the one hand, modernity is a posttraditional historical period marked by industrialism, capitalism, the nation-state and forms of surveillance (Barker 1999: 173) and on the other, a relational quality sprouting from a comparison of two states of a given art; one quite obsolete and the other detaching or detached from the old form, emanating novel features or (re)introducing old ones in different effects, magnitude and styles.
From 1980, especially after the war with Idi Amin's regime of Uganda, Tanzania economy started to decline rapidly and hence was more and more drawn to the all-powerful world capitalist system. This was indeed a significant break from the so called controlled unitary economy and culture. Gradually it was obvious that the ruling party and the state was loosing grapple of almost all its institutions, especially the cultural ones. A new drive towards survival and competition emerged in the society where the most astute saw the lucrative potential of taarab. As a result of this, taarab artists, especially from Tanga in the 1970s, started to explore the possibility of changing the style of taarab from being melodious, less percussive and romantic to being more percussive, vibrant and sensational for the purpose of winning a new audience. Such a shift needed a kind of (re)structuring of the music complex. Hence, quantitative and qualitative changes, especially in instrumentation where orchestration (of firqah 21 type) is narrowed down to a small group of singers, chorus and musicians, playing keyboard, solo guitar, rhythm guitar, bass guitar, bongo or drum-kit, dropping out ūd (lute), violin, cello, double bass, nai (flute), rattle, accordion, harmonica, dumbak and tambourine. The method of playing these instruments has also changed from being Oriental or / and Western, to being traditional, creating a dance mode which is hereto a rare feature in taarab. This (re)structuring of taarab means a choice of a new audience and a shift towards more public space.
Mipasho and the Taarab Lyric
Mipasho is a sub-category of 'modern taarab' whose name is derived from a type of lyric that thrives on openness, cynicism, sexism, sensationalism and exchange of abuses and insults and on 'performance' that is deliberately calculated to appeal through sensuality and eroticism (Khamis 2002: 201) , which is not a new phenomenon altogether in its character but in its force, pervasion, magnitude and openness. The name of this sub-genre is derived from the nature of the lyric -the centre of its attention and importance. The word mipasho being derived from Swahili verb pasha, meaning 'cause to get', though in this case what one gets is abuse and humiliation. The word pasha, also means idiomatically, to tell things openly and bluntly; to tell them in a non-euphemistic way. Mipasho is thus, a type of taarab that draws attention to itself by means of its lyric in which motifs are expressed point blankly, emphasised through repetition, issues (if any issues at all) are personalised and the melodious mode used to characterise the traditional form is relegated to percussive one. Like rock music, as Rosselson (1979: 46) observes "[...] the message [...] is that words do not matter. The style matters, the froth, the bubbles, the colours, the lights, the clothes, the charisma, the sound, the bodily movements, the beat -these matter. The words don't matter." [at least do not impress the artistic -my emphasis].
Any significance they may attempt to carry is inevitably defeated by that message.
Topp's definition of mipasho emphasising rival ngoma like lelemama, leaves out the most important features that led it to deviate from the mainstream -a feature described by Askew (2000: 31) as common to all types of taarab throughout East Africa; of being inherently unstable and prone to much fission and fusion such that gives room for artists to leave one club to join another in search of maslahi or a 'better life'. However, what does not come out quite clearly in Askew's seemingly correct observation is the fact that when an artist abandons a club for another, looking for maslahi (monetary gains), the assumption is that the style of the club s/he joins must be the most prominent and appropriate for his/her dream of better life to be realised. Hence, in some cases, as is the case of mipasho, when artists did not have a most prominent taarab to join (for maslahi) some left their old clubs to 'create' new ones to experiment on new styles that would guarantee the attainment of maslahi. For mipasho, this has been possible due to the following:
• the socio-cultural and political scenario in Tanzania has changed radically towards liberalisation -a favourable situation for any artefact aspiring to be apolitical and non-committal, hence the mushrooming of all sorts of 'empty ditties' or 'anything-goes' or 'anything and everything' sells.
• artists have progressively (over years) perceived and exploited the lucrative potential of taarab which ought to go hand in hand with change in instrumentation, diversification of its structure and audience and its connectedness to the fast developing media technology. For example, to maximise profit, mipasho style which came in the limelight in the 1990s, uses few instruments. This allows few (only few?) mipasho artists to move about lightly (which they frequently do as they commute between Zanzibar and Dar es Salaam or Mombasa or even Nairobi these days) targeting an audience that is attracted by night life or entertainment with dance music from 'live band' combined with commotion, sex and alcoholism.
• with the intensification of global exchange of commodities in which Africa is merely the recipient, a state of cargo mentality has been intensified. This has in turn created a situation in which songs depicting an illusion of being 'free' and 'wishful thinking' are forthcoming aimed at lulling the mind, at least momentarily. TX (foreign experts with fat wallets), Pajero, mobile phone, booze, cosmetics, accessories, fashion-clothes, US dollars, hairstyles, perfumery, television and images, computer and its appendages and adultery are part of the modern language of the lyric.
• an opportunity for the artists to make more money than they used to make in the past as a result of more frequency in the performance of taarab (e.g. every weekend) and sales of audio and video cassettes. In fact mipasho has been so successful towards capturing certain segments of society and making money, that competition has grown to include new forms of music or performing arts (e.g Segere and Mbeleko) with no historical (genealogical) or generic connection or affiliation to taarab, but have simply taken up the attribute 'modern taarab' or mipasho to benefit from its popularity.
The most striking feature of mipasho is its 'drastic' change from traditional to postmodernist trend. For example, it posits change in its lyric, from being prosodic to being relatively blank or free in style, showing in some cases, a lot of fragmentariness, fuzziness and incoherence. Its musical style tends to be more percussive, vibrant and vigorous than melodious. The content of the lyric has also changed from being oblique and romantic to being direct, sexist and abusive or anything that opiates. The lyric is regarded as being so obnoxious, often stirring public debate. Dance and sexually accentuated body movements by performers and audience is mipasho's main attraction that has also helped narrowing the performer/audience divide in live performance.
This 'change phenomenon' in taarab and its lyric, can be shown to be closer to Barker's cultural paradigm that "[...] the 'figural' as core to post-modern turn is more visual, draws from everyday life, contests rationalist views of culture and immerse the spectator in his/her desire in the cultural object ..." Thus, in our view, any analysis of mipasho must be carried out with a holistic approach that views an artefact as affected object which in turn affect other societal concomitants. The question of morality is tied up with the whole fabric of the society. A moral decline is etiologically a sign that something else is wrong in the society. If we approach taarab or its mipasho sub-genre this way, it will be seen as part of what Barker (1999: 40-41) calls chaos culture in which " […] the idea that the institutional aspects of modernity are driving the cultural and ethnic in a linear fashion is challenged [...]" Not only does the cultural shape the economic, and indeed our very models of globalisation, but also metaphor of uncertainty, contingency and 'chaos' replace those of order, stability and systemacity. Rather than conceptualise global culture in terms of one-way determinations, either from the 'west-to-the-rest' or from economics to culture, we might see their operation as rhizomorphic.
Here is a typical mipasho lyric showing a number of new features undermining the traditional ones: the change to blank and free-verse style with violation of some conventions associated with prosody, tendency for the lyric to be fragmented and fuzzy, tendency for the narrative thrust and for the sequence of events to run incoherently, presence of marked repetition of motifs and phrases, blunt and abusive nature of the lyric's style, essential dialogical mode of singing in which the verbal exchange is enacted between the soloist and the chorus, endowment in the lyric of a new vocabulary built on modern gadgets, fashion wear and accessories as part of the subject matter which has also got to do with belittlement of rival contenders.
Kinyang'unya
Chorus (1):
Kinyang'unya usitake ya watu kinyang'unya Kinyang'unya yako yanakushinda kinyang'unya Kinyang'unya usitake ya watu kinyang'unya Kinyang'unya yako yanakushinda kinyang'unya Kinyang'unya kumbe hujaboya si bure umerogwa Kinyang'unya kumbe hujagoya si bure umerogwa 
Conclusion
Taarab, hence its lyrics, is a complex embodiment of diversified forms and styles developing out of the need for taarab to fulfil certain roles and functions. Part of taarab's resourcefulness for construction and (re)construction of various structures are derived as mediated diversified musical lines, beats, motifs, images, tropes, icons and figures of speech, which have overtime, expanded the range of poetic repertoire through new concepts, ideas and images flowing in as part of irresistible lure of shiny and glamorous consumerist objects from outside. Taarab has therefore, an unlimited scope for change determined by 'utility impetus' and 'flavour(s)' of its audience(s). In a situation in which everything has turned into potential 'commodity', taarab too has turned into a 'commodity' -hence its existence is inherently functional and audience-oriented. As a result, stable and essentialist identities formally represented by this art-complex, are fragmented as the probing and cautious progression towards innovation and excellence is played down as moral, social and cultural taboos are broken and societal well-being is decried as the empowerment of a clique and their vested interests are safe-guarded.
